Digitised by- Ajit Gargeshwari For Karnataka Samskrita University 









T° 


GOPAL VYAMATESHA PMANDIkAR, Esq. 

Deputy Educational Inspector, Kolaba District. 

Q *«** ■'■ *■***». 9 

FORMERLY HEAD MASTER, SAVANTVADI HIGH- 
SCHOOL, WHOSE MEMORY, ON AC- 
COUNT OF HIS ALMOST 
SAINTLY VIRTUES 
AND 

HIS INESTIMABLE 
EXERTIONS FOR THE SPREAD 
OF EDUCATION AMONG THE PEOPLE* OF 
SAVANTVADI, WILL BE LONG CHERISHED THERE 
WITH FEELINGS OF VENERATION AND GRATITUDE 

<L ’ 


THIS BOOK IS DEDICATED 

\S A TRIBUTE OF RESPECT <- . 

w BY HIS PUPIL ' 




Cc 

o. 


M. ft. KALE. 


C 




preface. 


( 


Ihe want of a book like this is so keenly felt that anv 
»< « -in be simply Z 

skrt, on account of its flexibility of form, exuberance 

ISrrT’ COmpressibili % thought, and euphony of 

this is oL f T‘ eMinently the langUage ° f poets i and 
is one of the reasons why India has been the 

sTnTt ! 1 • tl,e MUSeS fl ' 0m times immemorial. 

eZ kin7 r TT d POetlT t0 SUCh an 6Xtent > «»t 
■ 7 k . °[ WOrk ’ whether on the sublime theme of the 

philosophy of soul, or on the humble problem of the 
oj ei y- day-concerns of human life, whether on the terrors 

ferir ZZ ° f l0Ve ’ Came t0 be -i^n in 

en philosophy and science, not to talk of his- 

ImZ f SiOD ’ T e deemed 110 unwor % subjects for 
e ait of poesy. But the Indian mind was not insen- 

ible to the nature of real poetry. Since poetry as such 
could have but little sympathy with philosophic Sr scien- 
C SUb f.° S ’ ifc S00 “ ^ sepa, ated from mere 

for poel v' h t lenCef ° rth WaS re « arded ^ not necessary 
* tool f ^ a “ ere VGllicle ° f * ■ The art of P°etr> 
am Z ! P r ° 0t U1 the Indian soiI > nnd afterwards 

deal n' Z ^ branch ^ tba t numerous treatises 
dealin 0 with one or more of the species of poetic compo- 

sHion sprang into existence one after another in close 
•succession. The attempt of the following pages is to 

C c, (, 
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place before the University student the barest outlines 
of the canons of Indian Poetics, of which he cannot rea- 
sonably afford to be ignorant. Of course, I must here 
confess that no full, nay, not even moderate, justice has 
been done to the vast subject with which the present 
treatise deals. 

Now a word as to tluvpla- of the book and I shall * 
conclude. The book is divided into two parts of wine i 
the little volume now offered to the public is ie us . 
Vn idea of what constitutes poetry according to Indian 
writers is given, though summarily, in the 1st cliaptei 
The second deals with dramaturgy, as well as wit 
Vastu or the Plot, Net* or the hero, and Rasa or the 
sentiment, the three essentials of every poetic composi- 
tion. It is chiefly based on the Dasliarfipaka, a . work 
exclusively devoted to dramatic criticism, and follower 
as the main authority on that subject by medueval 
writers and commentators, though in writing out the 
several ‘sections of that chapter, the Saliityadarpana, 
the Karyaprakaslia, and the Rasagangadhar, have been 
not unfrequentjv drawn upon. In making extracts 
from the Dasharupaka, I have used the exce en 
edition of that book, by Dr. Hall, to .whom I am 
obliged for some of the references and expressions 1 
^ nave used in the 'cook. The third cliaptei deals with 
the several kinds of poetic composition. An appendix 
containing ail the verses alluded to in the book, is added 
at the end. In the second part will be given a descrip- 


III 


lion of the properties of words and their senses, and of 
the merits and demerits of a Kavya, as well as the defi- 
nitions with their illustrations of the various tropes (the 
Shabdalankaras and the Arthalankaras ) which go to 
embellish all poetic compositions. 

Lastly I must observe that, as the book is especially 
written for University students who have not much 
time at their disposal, considerable matter, which ought 
to appear in a treatise like this, is left out as not of ma- 
terial importance to them. Nor it is so to the poet 
either. For it must be understood that, if one’s mind is 
really full of Rasa, there is no use of entering into the 
minute divisions introduced, and the innumerable rules 
laid down, by critics, which the poet is not bound to fol- 
low, as remarked by Viswanath in the words : — 

with which I may conclude. 

Bombay, ) M F K 

2 Oth August 1891. J 
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A LIST OF ABBREVIATIONS USED 
IN THE BOOK. 


A mar. 

stands for 

Amarakosha, 

Am . s' 

jj 

Amarus'ataka. 

Ana. Rag. 

jj 

Anarghyaraghava. 

Bha. 

if 

Bhartrhari. 

Bar. Rup. 

jj 

Dasharupaka. 

Kav. Bar. 

JJ 

Kavyadarsha. 

Kdv. Fra. 

JJ 

Kavyaprakas'a. 

Kur. 

if 

Kura arsambkava . 

Mali. 

if 

M aha v irachar it a . 

Mai. 

JJ 

Malavikagnimitra. 

Mdl. Mdd . 

if 

Malatimadhava. 

Mr cell. 

if 

Mrcchakatika. 

Mud. 

a 

Mudrarakshasa. 

Nag. 

yj 

Nagananda. 

Fra. 

jj 

Prasangaratnavali. 

Ram. 

jj 

Ram ay ana. 

Ras. r 

JJ 

Rasagangadhara . 

Rat. 

a 

Ratnavali. 

Sail. Bar. 

jj 

Sahityadarpana . 

Sak. 

( jf 

Sakuntala. 

Sis. 

jj 

S'is'upalvadha. 

Sid, Kau. 

jj 

SiddhantakauD' udi. 

TJtar. 

C 

if 

U ttararamacharita. 

Neni. 

if c , 

Yenisamhara. c 

Vid. 

JJ 

Viddhasalblianjika. 

Vile . 

JJ 

Y ikramor vashiya. 

Viler a. 

jj 

\ ijrramankadevacharita. 


SAHITYASARASANGRAHA. 


CHAPTER I. 

SECTION I. 

Ka'vYA — ITS DEFINITION AND PROVINCE. 


Indian critics are greatly divided among them- 
selves as to the real aim and scope of Kavya or 
poetry. One very common definition generally ac- 
cepted in the South of India is that given by Yidya- 
nath in his Prataparudra who defines it as:— Jjurr^nT - 

srarrm u nsmhum 

“Words and their meanings which are faultless 
and possessed of (poetic) excellence and rhetorical 
embellishment, no matter whether the composition 
} ‘ be in prose or verse or both.” But this definition is both 
ft curious and wanting in precision. If it be literally 
accepted tliore will be nothing like^poetry among th ^ 
production^ of men which are necessarily imperfect. 
I t is also not precise because it does not exactly tell us 
what it is that constitutes the real essence of poetry. 
But since this definition is based on those of older 
writers on rhetorics without any attention to the 
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different kinds of poetry they define, it will not be 
out of place to examine them at some length 
here. Dandin who flourished when the science of 
rhetorics was in its infancy defines Kavya to be 
(a series of words embodying 
a charming sense) and says irfi ^ rV-j ^ 

e. “ It is desedbe'l to be of three sorts 
viz. that in pure verse or that in pure prose or that 
in prose and verse mixed together. Vaman, Vfibhata* 
and others who followed him introduced ( the 
sense of a word) jprfrqf (poetic merits and faults), 
tffa ( style of writing ) and ^ in the definition of 
poetry thereby greatly narrowing its denotation. 

After these writers many elaborations took place 
in the science of poetics. It was reserved for 
A'nandavardhaua to make an important discovery in 
the field of poetics; for it was he who introduced the 
idea of'tqfq ( suggested sense ) in the domain of 
poetry, ‘which plays so important a part in the writ- 

" { 


e It Vibhata. 

r I V£man Yritti 

tlraTRTTO 5 ^. Ibid. But Of. “sfffqf ggaff 

Vamrn as quoted by', Mallinath on Magha II. 
86. which are also the words quoted and criticised by 
Jagannath in his Rasagangadhara. 


z 


a 


I 


i \ 
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ings of all later rhetoricians, and which has been 
■ since then looked upon as indispensable to good 
poetry. He wrote a treatise on it and also a com* 
mentary on this treatise. After him comes the 
ry author of the who conforms to the 

i 1 doctrines of the older school of critics and whose de- 
finition of poetry docs, not* differ much from theirs. # 


A'nandavardhaua was followed by Mammata a pro- 
found grammarian and the greatest rhetorician of 
the period, whose work the Kavyaprakasha is second 
only to that of Jagannath (the Rasgangadhara) . 
He reformed the old doctrines of poetics completely 
and elaborating the idea of laid down the found- 
ation of the modem science of rhetorics in which 
few or no radical changes have been introduced since 
his time. He defines poetry as 

“ words and their senses which are 
faultless, endued with (poetic) merit and with rheto- 
rical ornament not prominent in rare cases.” * If this 
£ definition be accepted, thinks Vish/an&th, and if 
every piece of poetry be examined in accordance 
with these three requisites the scape of poetry wili 
be so narrowed that there prill remain but a fey* 
poems that will satisfy the ^conditions of this rigor- 
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ous test ; for there are certain faults even in those 
compositions which are accepted as the best and ac- 
cording to this definition they will have no claim 
to the name of real poetry. But before we ac- 
cept this criticism of the Darpana we must see what 
sort of poetry is that which Mammata defines. He 
gives us his general notion of a Kdvya even before 
he proceeds to define it. To understand it, we must 
go back to the opening stanza of his book which is 

*T WoTF (srefir) “ T ^ e s P eeG ^ °* 

the poet puts forth a creation which is not fettered 
by the laws of destiny (or necessity), whose sole 
essence is unmixed joy, which is not dependent on 
anything else and which having nine sentiments is 
charming;” [thus differing from the creation ol God 
which is regulated by the law of Karma, which is 
full of joy not un mixed with misery, ignorance fee. 
which (is governed by the laws of causation and 
which has onlyrix Rasas or flavours in it]. Having^ 
thus grven us his general notion of a poet's work he 
proceeds to particularise it in his gloss on the second 
stanza wherein We says: “ 

i ^ 


K f 

It 

* 





Kdvya, which is (nothing else than) the work of a poet 
adept in giving exquisite description, and which on 
account of its being conversant with the operation of 
implication (or the judicious and harmonious com- 
-binations of the Vibh&v&s and Anubhdvas &c„ acces- 
sary to the development of Rasas) owing to the sub 
ordination of words and their meanings is different 

from , gives pleasure which towers high above all 

its purposes, which rises on the Rasa being enjoyed 
immediately after it (a poem) is read and in which 
the consciousness of every other thing is suspended 
i. e. when the images hold the mind in complete 
thraldom 

Having thus sketched the general outline of the 
poet's work Mammata proceeds to define* poetry, not 
ordinary poetry, but such as the masters of the art 
only can write and write with complete success. 
The poetry he defines is what answers# all the 
purposes mentioned by him in the second averse of 
the 1st ullasa and emanates from* the hand of the 
poet who has joined to his genius large experience 
and proficiency coming from th^ constant perusal#of 
the works* of mighty bard s.* Itqs poetry in one^ of 

C£. also, “iJVhile imagination, working in these and 
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Its highest aspects that Mammata here defines. 
What ordinary poetry is he has already told us in 
the first verse. 


4 


This question has been learnedly and elaborately 
discussed by Yiswanath in his Sahityadarpana and 
by Jagannath in his Rasagangadhara a work of un- 
equalled merit on rhetorics* The former after exa- 
mining the definitions of his predecessors comes to 
the conclusion that Rasa alone is sufficient to consti- 
tute poetry. And if it be objected to this that those 
cases in which we have no Rasa but merely a 
charming Vast 1 ’ and where the Alankara is Vachya 
will cease to be Kavyas and yet great poets have re- 
cognised their claim to Kuvyatva, lie meets the objec- 
tion by saying that there is (a distant touch 

of Rasa) winch is sufficient for n composition to be a 
Kavya, 


* 


* 


JagaiDiath revives the definition ofDandin and says 

other ways, is the poet's peculiar endowment, it is clear 
that for its beneficent operations there must be present r 
an ample range, a large store of material on which to 

wbrk In f£bt, a great poet must be a man 

m^de wise by large ^xperiepce, much feeling*' and deep 
reflection; above all he mus^ have a hold of the great 
central truth cf things.” ♦ 

Prof. Shanp, Aspects of Poetry. 

* • ♦ ^ 



* 



^ acl1 of ^ iese wor( ^ ** 

a technical term. It means in short, “Words, which 

express some beautiful idea, and produce a pleasant 

sensation thereby in the mind, which can be felt but 

never expressed, constitute what is called poetry.” 

This definition, it will be easily seen, covers a much 

wider area than those of the ancients. 

The definitions ofi poetry given above are, after the 
manner of Sanskrit writers, expressed in condensed 
language. The explanations that follow, being too 
lengthy for this little volume, are not given here. 
But, even from these, we can form some idea of what 
constitutes poetry according to Indian writers. The 
doctrine, that prose is the opposite, not of poetry. 

* The poet's peculiar domain lias generally been said 
to be beauty; and there is so much truth in this, that, 
if the thing must be condensed into a single w ord pro- 
bably none better could be found. For it is one large 
part of a poet’s vocation to be a witness for tlfe beauty, 
which is in the world around him and in humdn life. 

Profll Wliairp. Aspects of Poetry. 


Coleridge says that ‘a poem is a species oft composi- 
tion, opposed to science as having* intellectual pleasure 
for its object or end' and t\|at its perfection is ‘to t;om 
m unicat e the greatest immediate pleasure from tlio 
parts, compatible with tiie largest sum pf pleasuro on 
the whole.* 
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But of verse, or metre, which was expressed by 
Coleridge in modern days, was expressed by Sanskrit 
writers on poetics several centuries back. According 
to them words constitute only the body or physical 
part of poetry, the soul or that part, which is its life 
being something inherent in it and best known from * £ 
its power of touching the human heart and produc- 
ing a deep pleasurable sensatiofjt there. This some- 
thing is so potent in its effects, and yet so incompre- 
hensible and therefore quite incapable of being de- 
fined, that it can fitly be compared to the human 
soul, the principal vivifying force which energises the 
body and is the main spring of all human actions. 
Language then has nothing to do with poetry; prose 
will do as well as verse. # For it is not the metre, 
the measured arrangement of syllabic instants, or a 
combination of modulated sounds that attracts us in 
a poem. It is not, therefore, the syllabic but the ideal 


poetry which ought to be defined and which the. 
Hindu writers define as something that touches the 
inmost chords of the human mind, penetrates deep 
into the caverns of the heart and working an agree- 
able change there, produces a lasting sense of delight. 
,fl^*But since these effects are capable of being pro- 
duced, in a greater or less degree, by drawing and 
painting as well as.oy sculpture, by dramatic j es- 
timations as well as by musical performance, rheto- 
ricians introduce the term ^3* (words) in their defi- 
nition of poetry to distinguish it from these. 

Indian writers, it will be seen, have gone one step 
further in generalising in as much as they apply the 
common term Kavya to compositions in verse as well 
as in prose thus classing novels and poems together.* 
They may, also, be said to have made a considerable 
advance in the science of Aesthetics by drawing a 
line of distinction between the body and tl^c soul of 


* If, as I have been accustomed in these lectures to 
say, ‘Poetry is tlicp expression, in beautiful form and 
melodious language, of the best thoughts and the noblest 
enactions, which the spectacle of life awakens in the 
finest souls,’ it is clear that this may be effected by 
prose as truly as by verse;, if only the language be 
rhythmical and beautiful. 

Prof. Shairp. Aspects of Poetry. 


<♦* 


* Here Sanskrit critics partly agree with Bacon who 
defining poetry as fictitious "history gives the term too ex- 
tensive and at the same time too restricted a denotation. 
For his definition would include # even the Fables of 


4 • 


j^Esop under poetry but not ^ncludetelegies, epigrams #4)1* 
even odes such as Wordsworth’s ‘Ode on the intimn 
tions of Immorality.’ # B?it all this will Ve poetry nr 
cording to Sanskrit writers, 

* 99 
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. poetry, by recognising Rasa, the cause of poetic de- 
light as distinct from ^ and ^ the medium 
through which it manifests itself. 

The most important of all the purposes/which poetry 
serves, is, Sanskrit writers tell us, to give pleasure^ 
and the question may be asked by what means doe.^ ^ 
poetry produce it. Here rhetoricians agree in think- 
ing that the cause of poetic delfght is wonder or sur- 
prize rising from extraordinary or supernatural 
descriptions given by the poet. It is not meant, ‘ 
however, that the objects depicted should be extra- 
ordinary. It is the light, in which the poet views 
them and presents them to us, the design, in which he 
connects their various relations, that should be uncom- 
mon and surprising. In fact Indian critics, with an 
almost unanimous voice declare that to be good 
poetry which is suggestive, the essence of poetry be- 
ing suggestion, not common place suggestion but 
such as^is striking and capable of pleasing and im- 
pressing the mind. They^givc us thus a compromise , 
between Aristotle and Bacon. They agree with the 
former in thinking^that poetry should be imagina- 
tive, that it should represent objects and^their sur- 
roundings in all their natural colours and that it 
shoud tell e wnts not as they actually happen but as 
they ought to happen. But they do not stop here 




With Bacon they also declare that a poet may soar 
k into the transcendental realms of imagination paint- 
ing nature in high artistic colours, and investing 
objects with a greater grandness and vanity and a 
higher greatness and perfection than is found in the 
rder of nature, thus making them or 

supernatural. 
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SECTION II. 

The divisions of Ka'vya. 

Kavya from its inherent nature is of four kinds# 
according to Jagannath viz. or the very best- 

(poetry of the first sort) ^ qp or best ; or mod- 
erately good and sjyjq or the lowest.* qq 

‘The first is that in 
which words and their meanings being 'subordinate 
suggest something that produces overwhelming de- 
light/ This corresponds to the ^Trq^joq or of 
Mammata, $TT rffafJ* 

‘That is second in which the suggested sense being 
*** subordinate to the expressed jiroduces charm. This is 
the same a^the qvsiq of Mammata. qq * 

^r^T^^r^T^m^^rThat ill which there 


~yr 


* Mammata however divyles poetry into three kinds 
StJU, TT-qq and cqqq; in th* last of which h%includes qrsq- 
f qq and 3T§fqq. 


( 12 ) 

is ,Jut not in the same -sTfippTar (place) 

is la this the sense is more prominent. { 

This is something between the and the 

STqftpT of Mammata. 5T ^Wct fo- 

trT'J'inT i fourth and the last is that in which 

there is along with which 

adds to its charm. Here ft wijl be seen that Jagan- 
nath does not recognise ( whose charm de- 

pends upon words only ) as poetry. He dismisses it 
from the field of poetry saying, ‘Though the 
^KfoSf which at the best can be called is re- 

cognised by some as poetry of the inferior kind 
and therefore ought to be mentioned here, we refuse 
to do so having more regard for truth than for writers 
of yore. (Vide Ras. p. 20.) 

Again poetry is divided into two kinds tzrf or 
what is capable of being seen and ss \ stf or what is 
■capablerof being heard only. The various kinds of 
Rupakas and Upanipakas which are all mixed com- 
positions fall under the head of the Kavya. 

^ Among the hjzjj Kavyas the more important are 
tfie following : — (1) Mahakavyas such as "the Rami- 
yrna, the Raghm. amsha &c., Khandakavyas* such 
as the Meghaduta, Vrajya such as the Muktavali, and 


* Also called a £$anghata. 
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Muktaka which are all metrical; (2) Vrltagandhi, 
f* utkalikapraya, Kathd, and A'khyuyika which are all 
composed in prose ; and (3) Charnpu, Birud, and 
Karambhaka which are all mixed compositions. 
|»A11 these are described in the following two chapters. 

# . 

C^Al^'ER II. 

SECTION I. 

The general structure and arrangement 
of the Drama. 


^TrTTr^ I 


V 


& 


is the art of representing situations with ^ 
or sentiment for its substratum. It is called 
when it has what is called (capability of being- 

seen) and when this again is invested with particular 
characters ( qr^T^T ^n?T^rdl) it is called 
Thus it will be easily seen that *FT mid ^7^ 

are essentially one and the same thing. They are 
called each after the various conditions that* govern 
them at tjie particular time. Tl?e last is the general 
Sanskrit term for all dramatic Compositions white h 
are divided into two classes, the "Rupakas properly so 

• r* • 
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termed, and the Upampakas or minor Rupakas. There 
are ten species of the former and eighteen of the 
latter class. 

The ten Rupakas are : — 


The Upampakas* include the wellknown Natikas 
such as the Ratnavali, Trotakas such as the Vicra- 
morvashiyam, Sgttakas such as the Karpuramanjari 
and others of a lesser importance, all differing very 
little from the general features of a Nataka. 

1 he author then proceeds to explain the terms 
and * / 

Different from these is ( the mere pantomimic 
representation of feelings ) which is not but 

merely The definition of Natya given in the 

Sid. Kau.f as crTTTr'grfh^tg: />nd of as q^flfwn i' ) 
is in effect the same as that given here. Natya is 
and since every Rasa is dependent fdr its mani- 

* For fuller particulars see Sail. Bar. 276. * Dhanan- 
jaya however includes NatiktU under the head of a Pra- 
karana. c 1 

t Vide Sid. Kau. on Pan, 7. 4. , 68. 


RrTTT ’TSPfiT'T RW. 1%R: | ’•< t 

TPT II 
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testation on vakyas or sentences showing the connect- 
• ion between the several fbwrV and vrfWPP (terms 
which will be explained hereafter ) and the like 
which go to make up that Rasa it may fitly be call- 
-d * also; whereas sjw which is merely 

’ Wfssra , and grounded therefore on mere externation 
of feelings, or in other w^rds, which is the repre- 
sentation not of any collective sense but of a single 
may similarly be called 

^ is that which is regulated by the markings of 
musical intervals and time and which consists of the 
■ movements of the body without jesticulation. 

TTr'UUTR’Tt 4TUTT W T-fUUtf | 

Nrttya is called ML&rga and Nrtta, Deshi.^Each of 
f L these again is two-fold being divided into or 

vehement and or sweet and is of great ^ use 
Nil takas an*d others. ^ * 

ftTprcqqrR srawiffirePfa 1 Gom - 

1 Com. m- Amar - 


lataka Samskrita Universit’ 
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^3 *TcTT ^cnrr 

The fundamentum divisionis of the Rupakas is 
three-fold viz. or plot, or hero and tr or 
sentiment. 

^3 flrwT 1 
rRTf^r^rrft#: gwrf jtthtMt far: n 

Vastu is of two kinds ^nfr^TTt^ (principal or ma- 
terial ) and (accessory or subordinate). 

Itt S’Trufa^frrf^qc 

is the right to the essential interest of the 
play and srpT^rfr is the possessor of that right, the 
principal character, is then that action 

OjtO which’thc Chief actor accomplishes and which 
pervades the whole of the arrangement. 

rrr^fn^ ^tptt sranpr: i 

<Tcrprn?4 JT'TfT ^ rr>rr^rr^T i| 

That which hfe its existence for furthering the- ' 

u 

principal event is called Prasangika (srf^rfjfqp-). It is 
of two kinds — that c which is protracted and continu- 
ous is called Termer episode and that which occu- 
pies but a corner of the m<s,in plot is called or 

adventurous incident as Dr. ' Hall renders it. The 
TrTr^T is sometimes thought by ^ffvf^ij^ and others 


( n ) 


to run through the whole of the play from the point 
where it begins.* Thus in the M£l. Mad, the account 
of *n^rft and will be the main plot while the 
episode about and will be a 

Or to take another instance the history of Rama, in 
uhe Ramayana is the chief plot, that of a q-<TT^T> 
while that of inT3> #tid others is a 


Trrr^TTF'TR^ 1 1 


a 


That, which by the mention of something extrin- 
sic indicates the present business going forward, or 
the incidents to ensue, and is itself indicated either 
by parity of situations (gswfa'JR ^ e ' or % 

parity of attributes i. e. xnTrcrtf%) is called 

a In the Rat. the verse qnfn^T 

&c. is a by arvift. while in the 

same play is a qv(t by ^nmnprf • 
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* Vide Abhinavagupta on “ 3TtU^Tt^T5ffel ’RRit ft- 
"R=I§%” as quoted by VishvaiTafha Sah.^ar. 321. 

t Visliwanatli defines a q^r. as the intimation of an 
episodical incident by some unexpected circumstance, 
when, instettd of the thing thought af, or expected, an- 
other of a like nature is intvwduced. ( ^v4 

q^r^TRq; 3 n ) He 
recognises two other kinds of among which 

2 





4 


^T^TTrnt^f 

The Vastu, or Itivrtta as it is sometimes called, 
which is thus divided into two parts in connection 
with the relation of its several parts, may further be 
divided into three kinds based on the source of its 
derivation viz. spoqpT or historical, or ficti- 
tious, and fjjsq or composite. is that which is 

borrowed from history or old legends, is a 

creation of the poet's own fancy while is the 
outcome of historical events improved by the poet’s 
fancy. 

i;WT *RRTfrf 3^: I 

rft^TS^rRrra - I 

The subject-inatter, Whether historical or fancied 
or mk;ed, is again discriminated into two kinds in 
accordance with ills inherent nature. It is divided 

'■ j r. 

^ in the Mai. Mad., or 

5 ^: in the Uttar., or qq &c. in the 

Veni., may be included. Vide. 8 ah. Dar. VI. 299-304. 


1 

i t 


into igzq or matter deserving to be indicated, as be- 
ing without to an d unfit for the stage, and or 

matter fit to be represented and heard as being full, 
to overflowing, of pleasing and noble sentiments and 
finesse. 

3PTTT#T#r: jEJyR 13lffcr: SPFTTT^ I 
r^rTT^^Ir : II 

The should be indicated by suggestors which 
are five in number viz. JT% 5 TT> ^f^T, 3 Tf;?R, 

and stTfTRR* 

TtRffc^RFTRT ^jfaRr RT^Nt: I 
WR^TfR: R-qftRT sfNirMb II 

That is which shows in a few words the con- 

nection between the parts of the story past- and fu- 
ture, and which is generally expressed through the 
conversation of character other th$n the chief ones. 
It is 5 ^ or pure when introduced by one r or more 
minor characters, and or n#ixed when expre^ed 

by characters minors as w^ll as knv. r 

* These are rendered^by Dr. Hall as the explication, 
the ingression^ the reservation, the act-premonition, and 
the act continuation respectively* 
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cTg^^TTrrtFTr 

A is that which coming between two acts 

indicates the future event through the conversation 
of low characters in the same way as in the 
From this definition it follows that a 5*%^ can never 
open the first act. Jagaddliara; in his notes on the 
Venisamhara, quotes a verse, which, on his authority, 
is from Bharata, wherein it is stated that the language 
in a should be generally or an)' other 

similar dialect as opposed to the Sanskrit found in 

a 

is tfic hinting of the incidents by characters 
from behind the scenes e. <j. the hinting of the sub- 
jugation of by at the beginning of the 

4th act i<n the Maha. in the words “ vft vft spqrr- 


fsrerr: i sr^-rTf tjtjppmft & c -” 


3Tf FrTTrl I V 


c Curiously enough Prof. Wilson transforms the 
an ^l the into ipembers of the theatrical: company. 

vide Hindoo Theatre Vol. L p. XXXYII. 


*1 


That is 3T^Rtr wherein is shown the connection be- 
tween the act that is finished and the one to be re- 
presented, which, otherwise, will look disconnected, 
by characters at the end of an act e. g. the speech of 
and others at the end of the 3rd act of the 

Mai. Mad. 


STfRrTT^^f^ MldiffTlf^WTrT. 

That is 3Tfmn: wherein is given the germ of the 
incidents in the succeeding act at the end of the one 
preceding it of which it is a continuation without 
break* e. g. the casting of the germ of the sixth act 
at the end of the fifth, in the Sha.; or the speech of 

%r - rfr 

&c.” at The end of the 1st act, in the M&l. or that of 
ce &c.” in the Mai. Mad. 

at the end of the first act. 


fM 


The. distinction, however, between an anc ^ 

is looked upon by some as merely imaginary, 
the former being includgc^ in the fatter, and \ ishwa- 
nath has, even, gone the length of replacing 
by > which he describes a|> that^, wherein intone 


J ' cf* -3 ^ , 

act the substance of all the other acts is hinted, and 

• * —4. 


— — 

atf quoted % Jagaddhara inSiis commentary 


on the Mai. Mad. 
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which therefore becomes the indicator of the germ 

^ tr?j; n ) 

^hr R^rr^sr -ssrT^Trnsrio^^ ^ h 

JT^TT^f ^mrr rtt^ i 

R^FcrTmrnrrq; u 

-lif^’TrrRT^T’nT^RH | <f| *■$ jj | 



^^r«r?rFrr 

Tfpf ^q^FqiPT TrrfcTrr^TfTTnT n 

The subject-matter is also divided, according to its 
nature, into three kinds viz. or what is to be 

heard by all, or what is to be heard by a 

limited few, and or that which is not intended 

for any body's ear. The is indicated in plays 

by the teym and the by 

is what is said to particuja«r individual by a person, 
to the exclusion of others, concealing them with the 
hapd with its fingers, „ except the thumb 'und that 
near the little finger, standing so as to fomi three 
banners; while ar^rKrT is t'nat wherein a character 
turns back and communicates a secret to another. 


— — — 1 r 

3T4?t%^ ^RfftorfsTCcTIWOT, q>t Com. 


if • t 


¥ ** 


Independent of these three there is one called 

STnRTCWfa'R which is defined as follows 

“ f% S(4twidfS|W(f<< f§r*TFTT^ 

” *■ «• when one P^ends to hear 

something said by a character not pres ent on^ the 
^ stage and repeats it asking the question &c - 

it is called « 

SfSpTfTcPT. 72T 7T W- TRTflfadi: H 

— w 

The various causes, by which the plot is carried to 
its legitimate end, and its continuity maintained, aie 
five in number viz. MdrTT) SpftfT and TFf- 

u , 

or the germ is the source of the final issue 
consisely delivered which, as the plot develops, spreads 
in all directions and bears multifarious^ results e. g. 
the favourableness of fate stated by qm-TTFR & 
the fa^vpr; in the Rat. which leads to the final union 
* ' of Ratndv/ili with cj^tnr. So in the Mai. Mad. the 

:f^3T is stated in the verse ^ c ‘ „ 

« * Cf w'Riwmqyw psfce fTOqfit i w 

ttfiisrwra » 

ilharala as quoted by Jagaddhava 
* in his gloss on the Venisamhdra. 
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3 T^Frrrp|l%^% 



That is which cements a break in the conti- 
nuity of the plot caused by the introduction of ex- 
traneous matter. 


qTfPftf and are already described. 


The stages of enterprise, set on foot by those, who 
would compass the final issue of the piece, are also 
five vis. (1) arir^rt Or the hopeful commence- 
ment (sanguine hope) as by in the Mill. 

Mad. in the verse mW’TTT*TT*TsrT &c.; or by qfrFv TTT - 
qur in the Rat. in the verse, &c.; 

(2) or energetic effort as Mddhava’s going to the 
cemetery in the Mil. Mdd. or Ratnavali’s drawing 
the picture of q^TTPr in the Rat.; ( 3 ) qrpmn§ or the 
hope of success as in the Rat. the possible absence 
of when Rat. goes to her lover dis- 

guised as the queen ; ( 4 ) ppren TT* or certain attain- 

* “ Pro. \Vilson“s account of the Hfvj” remarks Dr. 
Hall “is not to be trusted.” Select specimens, &c., 
Voi. I., P. XXXlX. 


+ RR^g grJTmr ,n: i 

§ RiRi^rr RifHdwg: t- 

STRIRIURR: RriRRRgrfff: gRftntf I 


Digitised by Ajit 


ment through the absence of difficulties as in the 
Rat. the reconciliation of the queen and the conse- 
quent attainment of Ratnavali by the king ; (5) the 
fifth and the last is q.trqpT" or the realisation of the 
final issue as in the Rat. the obtainment of Ratnd- 
"1 vali and the consequent acquisition of universal so- 
vereignty by the king. * 

3 TPTRT 5^T?TT: | 

HRT I 



The five in combination with tlie live 

(stages of enterprise) respectively, go to 
make up what are called the ^pvjs or links. A 
is that which connects portions of the main topic 
with episodes and other subordinate incidents. 
These are five in number viz. 373, 

WPii and or sqrw* more generally 

) known as That is 37^ in which the seed 

* Ki * 
t Called by Vishwanatha. 

+ JpT (t| I 

I fiWg : I 

5RB5Ttgt'fRdiu?rM.i n^rirer^rirr-}: dfcnraf— i 4 rt- 
t ^ tpjrm't i rr Mid ft g^i 


Samskrita 


University 
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with its various Rasas is sown ; it is of twelve kinds. 
!Tr% 3 ^ is the sprouting up of the seed partially in- 
dicated and partially hidden e. g. in the Veni. the 
sprouting up of the seed, in the shape of s angei 
which is partially indicated by the death of &c., 
and partially hidden, as ^ and others are yet to be K 

killed. Of this there are thirteen kinds. (3)*rfristhe 
attainment and nonattainment'of the desired object 
in turns, marked with unceasing efforts towards that 
end, implying 51 further sprouting up of the original 
seed e.g. in the Rat. the obtainment and nonobtainment 
of Ratnavali by -the king, being the obstacle, 

and the seeking of the remedy viz. that of conciliat- 
ing the queen. (4) That is 3 RJTW wherein the seed 
develops with greater exhuberance than <.n ip-T- being 
accompanied by f^psTrlTTpr or certain attainment of the 
desired end, but whose final result is yet postponed 
on account of impediments of various kinds as in the 
Shak. the king's forgetting Shakuntala after marrying 
her or m the Mai. Mad. Malati’s being carried away , 
by after her meeting with Madhava. G'i 

this there are thirteen kinds also. (5) facjgui or con- 
summation is the realisation of the desired object all 
Ihe aforesaid parts converging towards this one end 
in the final catastrophe. ‘ This is of fourteen kinds. 

%*rr FTfaRtf. i 


( 27 ) 

TFT: ^TTFrTRrjT^TT: II 

Thus on the whole there are 64 angas or minor 
divisions of the Sandhis which serve a sixfold purpose 
^biz. the arrangement of the object of pursuit, the 
concealment or disclosure o£ what is to be concealed 
or disclosed, mental affection, strikingness of the in- 
cidents, and the continuity of the plot. 



The object of such compositions is frlie accomplish- 
ment of the usual triad of human ends viz. that of 
or the performance of religious and other duties 
by understanding from such compositions the relation 
of virtue and happiness as also that of vice and 
misery, that of sjsf or the attainment of every desir- 
able object by learning from such the true means to 
that end, and that of or the enjoyment of world- 
ly pleasures by learning therefrom the proper mode 
and* due limits of enjoyment. These* are taken# 
singly or any one of them with either of the other 
two or both. The fourth viz. being 
cannot be the subject oj dramatic representation . 
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SECTION II. 

ifTff or the hero. 


JFTT TTTTrTT 


^f^TFTTT fetf43T. T^RT JTT II 
5^f?RTf I* * l-TT: | 

^rr f^2sr k# ^rrtrr^sr wTfrr^r: i 


The hero Should be decorous, comely, generous, 
prompt in action, complaisant, popular, pure, elo- 
quent &c. Heroes are of four sorts : or gallant, 

^Tt^tT or placid, s^ItT or lofty and or impetuous. 


?. As in the Yiracliarita q^g^rf^fir^ftrer^r^ &c. 

R As iii the same play rru rUT &c. 

X As in the verse it# ^ft^T^T- I ?f\ 

JTfRHrq; i 

v jfs iii the Yira. &c. 

* As in the same play. ^ ffrreft 

jp*: &c. *• * c 

£ t \s also srapSTRFT SRsRTC ^TfsT: &c. 

# * As in Eaghu^f $ qftjpg- ctf &e. 

^ As in the Balaramayana ^ [%^<T &c. 

^ As in the Ana. Rag? *r =^Xltr &c. 

*3 As in the Ma. Vira. ^f^sqrfir *fec. or as in 

Bha. JTRV^ ^ ^ foWFT &c. 1 1 

* * As in the Mai. q%i<q^ffafli i[ &c. 


ftf^TT '-TR^fecT: TT^RRE: ^sft * 1 %' \ 
RRT^T'T'jPf^ €rW?T> lT5TrK'T: II 
TTfl^rtlfTTf^fR: ^TRTHfa^RT: I 
frrrt sft^Trt s^rcr: n 

iTPmFSTRPm: I 

vft^rRRf^Rl' II 


(1) ^fsrrT or is on e who being free from 

care (the burden of his state being lightened by pro- 
per assistants) devotes himself to the various arts, is 
happy and affable as Udayana in tlie Rat. or Du- 
shyanta in the Shak. ; (2) ^FtT or v^TT^U^rT is one 
who is possessed of ordinary qualities and virtues 
and belongs *bo the class of Brahmans or traders as 
Charudatta f f) in the Mrcch. or Madhava in 
the Mai. Mad. ; (3) A hero of sublime qualities or 
v ft r te rrT is one, who is possessed of great jnental 
strength, grave, patient, not boasting, and of firm re- 
solve, with his high spirits controlled Jby modesty as 
Rama in the Utta. or Jhnutavahana in the Nag.; 
(4) The fourth and the last is s 3 ^T,or th# impetuoug 
who is full £f pride and jealousy as well as of great 
intrigue and vanity, fickle, fierce, and of great pre- 
tentions, as Ravana in the Rani ay ana. 
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Each of these four kinds of heroes may be of one 
•or other of four sorts. He may be or gallant 

i. e. devoted to many women and principally attach^ 
<al to the eldest like Krshna; or he may be or im- 
modest i. e. one doing some thing unpleasant even in 
the eyes of his wife like Shankar; or he may be vjh 

or bold i. e. openly paying his addresses to another 
woman like R&vana; or lastly he may be or 

strongly devoted to one woman only like Rama. 

VTfF: wgofc || 

Among the assistants of the hero l!he first and 
foremost is the hero of the episode who is 

clever in discourse, a devoted follower of his master, 
and a* little inferior to him in qualities, as Markanda 
in the % Mai. Mad. or Sugriva in the Ram. 

i 

The next is fez or a hanger-on, who knows one 
•particular atft onty which is of great use to the hero, 
% as Shekharaka in the I^aga. Then combs or 

the jester whose business is to stir laughter by his 
fantastic iress, the repaftefs of }\fit, his crooked 
form &c. c 


c# 


o 
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TT'nraiFRt ftj: I 

The hero may have a rival called who is 

avaricious, bold, vehement, dull-headed, criminal 
and addicted to vice as Ravana of Rama or Duryo- 
dhana of Yudhishtira. 

■STTHT WTST^T | 

.Ff^iTT. T^TT ^WT'. II 

The chief hero of the first sort has eight manly 
qualities which spring from or. quality oi the 
better sort viz. dignity or majesty, vivacity, equani- 
mity, gravity, steadiness, quickness <3f parts, gallantry, 
and generosity. 

JE^F^TT ^TPTR'T^ftfrT rr£"TT JTlfWT f^TT I 

4 O 

•TTFT^T or ^e heroine is of three kinds.* She may 
be the wife of the hero or a female connected 

with another, or a common woman (^PJTT<WT)> 

each possessing qualities answering to those of her 
master. 

TT’^T SPTFqfrT ^FTT I 

The first* who is straightforward an<J goodnaturf'd 
may be either or qgg t or gTT?vrr * These f e- 


ii 
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males in their love sports sometimes get angry with 
their lovers and assume a kind of apparent indif- 
ference, and as this is possible in the case of a 
she is described to be vfn^ or vfrtT'frTT or ac- 

cording as she indicates her anger by simply ridicul- 
ing her lover, or by jests accompanied by tears, or 
by harsh words and tears.* Similarly the qq^ is 
also divided into three kincls v%. 

and iTEqpm?*TTf Again qwjj and are 

divided according as they are loved more or less by 
their lovers into and ^rq r , so that there are 
twelve kinds of the hero’s wife other than the grqj. 

( ^'Tr ^FT3T ^rT^ftf^rrr:). Further divi- 

sions of as also of '-| -e +?[ -TT and ^ x q p qx are not 
introduced here as being of no great importance in 
the main purpose of constructing a drama. 







Ihe e i -m r may be a maid or a married woman- 

The latter however should never be introduced in a 
play a$. the chief heroine, in other words, she should 

’* sfttt dfWwiTHi u'-err *rr*r i 

n 

crr^nyrr ir^r'-ftrx u !' 
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not be concerned with the principal sentiment (sjfiT - 
* **)■ The poet has the option, as might suit his 

convenience, of using the ( maiden’s love ) 

in the Rasa which occupies the principal place, or in 
that which occupies a subordinate one, as that of 
^ Malati or Ratnavali in the Mai. Mad. and the Rat. 
respectively, or that of Malayavati in the N&g&nanda. 


1 


The common woman is a harlot, who is bold, 
adroit, and skilled in arts, and should not be import- 
ed into a play* except into a and if introduced 

at all should be introduced as quite devoted to one 
lover only lb Vasantasena in the Mrcch. She should 
never appear in a piece with a celestial king for its 
hero. 



: *3: ^TtfH'nNrrf^TTT 


p * Prof. Wilson remarks \ * We mrfy observe^ how- 
ever, to the honour of the Hindu drama, that tlier para- 
kiya , or she fvdio is the wife of another person, is nevdr 
to be made / he object of dramatic intrigue: a prohibition 
that would have sad]y cooled^the imagination, and curb- 
ed the wit, of Dryden ai}d Congreve.’* Select speci- 
mens, &c., Vol-\., p. xlv\ 
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All these heroines may be in one or other of eight 
conditions called by names explanatory of them- 
selves as follows : ( one wbo 

decorates her house and remains ready to receive 
her lover &c.) \ _ 

and 3 TrWTK 3 FT§ ( one who bein § £ 
afflicted with love either repairs to the house of her 
lover or makes him come to heit) 

T^ft ^T^ft *Hsft ?nww UTrRf^RTT I 
Srfiuft ^ ^ ^TW^Tn'^rT 5 u 

e 

For messengers the heroine may employ a maid 
servant, a friend, a female engaged in some trade, 
the daughter of her foster mother, a neighbour, a 
female ascetic, and the wife of an artisan, all possess- 
ing qualities similar to those of the friends of the 
hero. IThese are elsewhere described to be of vari- 
ous sor*s according to their offices as PTcTrsTT 




* \y>ongly rendered by Prof. Wilson as ‘devoted to 
ter husband.’, Select specimens, &c. Vol. 7. p. xlv. 
t 3 WTO 5sTt tq Tt'Jfqwj'sqfrT fqq- I as in fawmsiW?:- 
in Shishupala-V adlia. 
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^ ?rt mr gift 3 fafN? 

” k a. 

>r?rr i 


'S, »v 

wsm 


% 


TWI?r: I 

*TRT fRST tflT^T *?T SRRSr II 

-;V The natural embellishments of a lady in the prime 
of youth are enumerated to be twenty in number, 
three being physical, aevefi natural, and ten belong- 
ing to her disposition! and* mind only. 

wtt grrfcrsr ^tfprsr mft ^ iRrwr i 
strr fr *trt r’trttt: it 

t R^r^Tt RRsnTTRWJT:'fgr^Rrf%gq-| 
TTTfT^rrf ftfirg f^TRTt ^f^rt rT^T II 


* Bharata as quoted by Jagaddhara in his commen- 
tary on the 5 vlal. Mad.; Vide p. 27 and 32, Df. Bhandar- 
kar’s edition. 


* Com. 

t Vide also N atyaratnakos'a. < 

'< 3b^5 i TR^rRrRr wt^ , rfW3. as iu Kl V ul - 


ffar 


’ tNtf: Cf. im qk e Tqtfsf^ 

■o 

it I Naisha. 2. 4b. • * 

jrtsriM rjmwm f g^R|t i 

f. Ujjvalamani’s definition . ‘EKr^JR’RRftcft -IT ctfR- 


V 

Cf. 


flfsra: I JTRRfTfJRTO Vide al$o Sal). Dar. 

141. * 
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*TT3T: ^R^TT* *. II 


The author defines ^sy <^s i- c that 

quality by virtue of which the mind, although beset 
with various temptations, resists them all success- 
fully as in Kumar, f*: tow y- 

sTT^t &c - is patience as in 55^ TT#r U^T- 
&c., in the Mai. Ma(fc is carelessness or 

irregularity in dress or decoration through fancy &c. 
which nevertheless adds to her beauty. 
is amorous agitation, weeping, laughing &c. in the 
society of a lover. 4 r£FF?^ ts the complete pervasion 
of the mind by® affection towards an absent lover as 
when a woman scratches her ear &c. when her hus- 
band is remembered. is the affected repulse of j 

a lover's endearments or caresses. is the affec- 

tation of indifference tending to excite love, 
means gracefulness of gait or amorous gesture, 
is the Reluctance in a woman to avow her feelings to 
her lover at a time when she ought to disclose them. 




The hero thus equipped may further take into his 
service counsellors, ministers of religion, ascetics, 
allies, foresters &c. to assist him in the sphere of 
their respective functions. He may also engage in 
-„/ his harem eunuchs, mountaineers, mutes, dwarfs, bar- 
' barians, brothers-in-law and others of a similar sort. 

rrSTTTRrf^WT rHT I 


n 


c . I The Sail. Dar. d,*^ 

lines it as jt! C#t 1 mf : fsftrcf hr 

* infpfii3*T ymp-m] m. ^ i 


• • 
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The style of procedure ( ^y% ) preiftribed for the 
hero is of four kinds viz. or sportive ^ yy ^flV or 

strenuous, syy^vpfy or extraordinary and ^y^fy or vo- 
cal. (^pr% ^ryxy: 1 *yy?:?fT %- 

mfr ^ <t*tt I) 

( 1 ) The consists of music, dancing and 

other love sports assisting the development of syJTrr or 
the passion of love and is pleasing thereby. 

* It has four An gas known as ^ 4 , syi fc qft;; 


if iFff: Con» 

t Or as Ifis'wanath calls it % without warrant supposes 
Dr. Hall, the ^ y of thfi*Sah. Dar. however might 

be a misprint for # • • 

X JagaddharUtm the Mai. Mad. Bombay Ed. p. 18. 


# • 


( 38 ) 


( 39 ) 


and ^ P°li te pleasantry 

(srur^ <msrcr : ) * *nr-” It is of 18 kinds. 

W^TT^T is sweet enjoyment accompanied by the fear 
of expected danger at the first meeting as in f^rT 
OTTTOPSTO &c * i 11 the Mai. or in spT ?et % pm% y 
WnTT^fT: &c. in the Sha. is the distant hint- 

ing of certain sentiments bj^ slight indications as in 
3373T ?T%: &e. in tkc jJjjjfl, Mad. where Mala- 
ti's love is distantly indicated. ?f4jr4 is frolic under 
disguise (wrongly rendered as a secret lover in Prof. 
Wilsons dictionary) as by covering the eyes &c. as in 
TSJVfTir &e. in the Am. S. 

fNNrt RT'^cfT Rc^T^Pr^T#!’: \ 

^^rrrr'TT'T^TrT^'E’Tr *rhn*r: Tfcdk: n ' 

^Tf^rft — ■* 


srRrer 2?r: I 




«C» 


* 


(2) The Satvati is full of firmness, courage pa- 
tience, generosity, mercy &c., and has very little ^Vir 
in it. It has like the four Angas also viz. 

ffcm* g?«rnpt>, autf 


1 


* t SFTRrsf iMf H$r ct^l JagacMliara on the 

ISJTal. Mad. ^ % 

'< gt=rr*w .fttojr i 

* jratrte*§ wqrcr i t 

* ^vR^irSraft HfTJTWT^l# i • ■ 


v' 


( 3 ) ^TK^pfr again is full of miraculous deeds, 
jugglery feats, battle,*, aftgry feuds &c. and has four 
Angas like the other t wo which are ^rf^rffr? q r y r 
sretPTPPT, or ^r«TR nud ar^PTra or— 

JfPTff^rr.'TTT I 

These are the three ^T^rfrT 8 u) * styles based on 
the meaning and there is none other than these. 

WRrfr RTTT I 

vrprfr the fourth which is based merely on the 
relation of words, is connected with and will 

therefore be described in its proper place under the 
description of the Nataka. • 

kr Tk Vftr. totNu 

This verse lays down a rule as^o what should 
be used %■ the development of a particular Rasa. # 

After this follows a description of the language to 
be used by different characters as also # of the titles 
of honour wit& whiclf they address one another: — 
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Trer 5 mw& irrrrTTTH. I 

faf^ftar TTf^oqT m'NrrmrTT: wn%^ |j 

wrr 5 sufnr tit: =r | 

f^rr^Tc’T^T^Tfl *TFT*r rT»TT II 

sfhpn^r ^rpTrrq- 1 

sfrr^T^rrFnffff ^PTr-^T^’T^r^r: n 

fj 

Higher characters and female r ascetics should be 
made to speak Sanskrit and on occassions the chief 
queen, the daughter of a minister and courtesans 
also. Women, ap a general rule, should be made 
to speak the dialects derived from Sanskrit. The 
low characters should use Shauraseni while Pish&chas 
and other extremely low characters shoujd use the 
Paishach and the M&gadhi dialects respectively. A 
low character should speak in the dialect of the 
country it belongs to. Put the poet may makq. the 
higher characters change their language for special 
purposes 

WFrfr tNtNtT T%l^f%f3T*PT: I 
- f^STTm^TTTJT^TSmT TTT^/T^pTT II 
f vft *JTFT %^TPJTT53TT*. I 

Sp&frT cITrT: TrlTm^3 h II 

=T JTT^r^FT I 


■4-1 

r j 


>/ 


> 


|3T. wnfifn ii 

•iTTH- qufpIT: 'Tfrr^^^TT^TT^: fePT: I 
irm ^TT =T f ^ T^TTTjrTTT cPTT II 
T"TT 3T ^T^rfT I 
fajpTwrwr wfr ?Tsft ^strt ii 


Learned men, s^es <# and ascetics should be ad- 
dressed as “while Brahmans, ministers and 

elder brothers should be addressed as sTpjf:. Natl 
and Sutradhara should address ea&h other as 
and 3Tpn. The master should be addressed as srrg- 
by his charioteer. Reverential persons should 
address their pupils, sons &c. as cr^r or whereas 
they themselves should be addressed as ^^[cITHPJT: 
or ^pffrRPTPT:* Thq should be addressed as 

by his assistant while the latter should 

be addressed, by the as or The king 

should be addressed by his servants as or 
and by the lower characters as &c. Thu rest will 
be gathered very easily froum the jierusal of an, ordi- 
nary Ndtaka. • 


SECTION ifi. 


Having thus described the various divisions of Mu* 
plot and th(?»ature of the characters to be repro- 
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sen tod in a piece we next come to leaving for a 
next chapter the question of the description of the 
ten Itupakas which the author takes up at this stage. 

^rrfc^%^r^TTtf^Ti i 

STRmR: F'TRT^fFTT TW. Wrt: II * 

Rasa ( what is enjoyed oj tasted 
from ^ is that lasting impression or 

permanent feeling which is made to produce a plea- 
surable sensation through the operation of the several 

Vibhavas and the Anubhavas as well as the satvika 
* — — 

*t i- n 

*'FPW'l 'tfx 

ftfw ^ ^trrr ^*^(W^R^wr- 

^°T[f[R^TR ^ SHTRT 

WR ftSOTS<TR^T 5nP^Rf%^^RI^'ff 

XW‘ I Rasagangadbara. For further particulars 
vide K&v. Pra. p. p* 76-93. Jfolkikar’s Ed. and Has. p. p. 
21-29 Ntynayasagar Ed. where the question is fully and 
elaborately discussed.* Tlie piece quoted from the Eas. 
is a learned commentary on the definition ^f ^ suc- 
cintly given above. 0 

Bharata as quoted by 

Mammata. * 2 , 



and the Vyabhichari Bhavas. It should be noted, 
however, that it does not follow from these as effect 
follows from cause nor is it implied by them.* 


^rruTRcrcr enr I 

^ ^ f$m u+ 


That is Vibhava £RVtT333n% ) which by its being 
clearly understood Nourishes the main sentiment. It 
is divided into two kinds : A'lambana Yibh&va or 

that which is, as it were, the chief ^support or sub- 
stratum of the Rasa as the hero or the heroine ol a 
play;, and Uddipana Vibhava or v»lial adds to the <ic 





* Cf. ^ RVTRrr^HtCrPr 5R3 titiwwtc^JTrfT IHR ; 

ftrsR #3 R (rwii- 

f 3 T*h ) I <T ft 

1 ^rfi 

atfft Jiwrfct 3 3 ftd'-tfaft '. K:iv - > *> .« . 

p. p. 95: 96. # 

t iT^irqf RU%WRRr qrRRr-RtRlft'R- 

crt m ^ 3^3 JtfttsiR 3F3$ ^[R^i5rMi 5) 'i : RiTR3^i'4t^5r^ ; r 
R'Tl'^-cl Ras. m # . 

i As y the Yer. 3^: gjimt ^iTsfrqraT’iJ^^r^'-tkdM 3 : 

wbRftrfo: m 3 ff't-ir wtftrr : 1 3 

ftrtfnj •r+ft ;: 33(?ifai stf gtrm gfa: 1 

Vicr. Act. Is*. 


• • 

* f * 
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vclopment of the Rasa such as the moon, the seasons 
&c. in the case of Shringara.* 





l 


Anubhava is the external manifestation of the in- 
ternal feelings through the organs of sense as the 
eyes, the face &c. In other yords the Vibhavas are 
the causes ( ) of a particular Yeeling such as love 

and the Anubh&vas its external manifestations.-}- 




Bhava is the complete pervasion of the heart by 
any feeling whether of pleasure or of pain arising 
Innn the objects under sight. It is derived from 
( >r TPfTJT scent i, c. that which give^ its own 
smell to otheV things &c. 

II X * 

* As qft^ftJTrSFir sinfe 

i 3 , k«i 4! <*1 -+ k'rP4fa?fer 
t4#TI% II » 

^ ) Ras. 

C£ also iwrr I Amar* 

+ irefe * it^rt *rrar- 

WCTT^FT Rirfr^Tf: jppt^l 

Jagaddhara on the Mai. Mfcd. Act 1st. 




The Satvika Bhdvas, although they really fall un- 
der the category of the Anubh&vas ought to be 
treated separately being too prominent to be left in 
the general description. These proceed from Satva 
which the commentator defines as 

(that extreme readiness of 
the mind with which it partakes of the sorrows, joy 
&c. of others) and farther says ^ : 

R#? rr: mmwj: 

These are Satvika in as much as # they follow from 
this Satva and Anubh&vas in as much as they are the 
external manifestations of the# internal feelings. 

o 

They are: — 

^cTPiTJT^nqT^T: l 

3T<j ^^T%n%f^r*Tcrr i 

sraqt ^rTT; ^qxfr^qr: u 

Of these is a state of complete inactivity and 
means the total loss of consciousness. # The rest 
are too easy to need explanation. ♦ 

wyr. i 
^rfVlr : y 

# 3iP^r u^yref^cf uiPt R^. 

Cf. for all those throe, l^^v. Ih’a: — ?ET^ - 

sr^r^r «TfVr=5ffk <T T : h 




« • 




• • 
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The VyabhicharibMvas or Bhavas not strictly 
confined to any particular Rasa are those which appear 
and disappear emerging and immersing like waves in 
the ocean of the Sth&yibhavas. They are 33 in 
number. 



K Disgust for worldly pleasures <fec., as in rnqr : feRT: 
&c. or self d isparagem ent as in srfc 
&c. Its Vibhavas are dissatisfaction (fee. Anubhu- 
vas tears, sighs &c. 

'< Languor, inability to endure as in 
Yibh. exhaustion, sorrow &c. Anu. paleness of face, tre- 
mor, drooping of limbs <fec. 

I Apprehension of something undesirable or of the 
non-attainment of the desired object as in *pu 

<fec. Yibh. Another person’s misconduct <fce. Anu. 
trembling, anxious looks <fec. 
v Weariness as in 

Yibh. bodily exertion or excessive indulgence (fee. Anu. 
perspiration, drooping of limbs tfec. 

s Contentment or repose of the mind as in cptfuf , rft- 
(fee. Yibh. Kno^edge, pbvvfer <fec. Anu. patient endur- 
ing, want of rashness <fcc. 

Loss of faculty, incapacity to do anything as in 
fd &c., r Yibh. separation from a ’over &c. 

Anu. apathetic indifference, \v r ant of energetic action. <fcc. 
v3 Joy, exultation as in 3T^vqt &c. 

£ Depression caused by misery &c., as i > 



^nTT^TT: I 


<fec. Yibh. poverty, neglect, contempt, <fec., Anu. ragged 
apparel, miserable look &c. 

s. Formidableness, stern cruelty as in JT^rFfPT 

^ vfec. Yibh crime, evil disposition <fec. Anu. threatening re- 
viling <fec. 

*.o Painful reflection a^ in & c * 

Yibh. non-obtainmeift of the desired object <fec. Anu. 
sighs, vacant-mindedness, fervent heat <fec. 




T* 


4 


\ Fear, agitation of the mind as in 
<fec. Yibh. seeing fearful objects tfec. ^Anu. horripilation, 
trembling. 

* Jealousy or intolerance of another’s good fortune 
as in <fec. Yibh. pride, baseness, anger tfec. 

Anu. censifre, angry expression <fec. 

\ Indignation or obstinate opposition as in 

&c. Yibh. reproof, insult, discomfiture <fec. Anu. 
peroration, shaking of the head <fec. * 

v Arrogance, pride, as in &c. Yibh. 

opinion of one’s own strength, nobility &e. Anu. dis- 
respect, frowning <fec. • • 

<\ Recollection of old things as in £zc. 

Yibh. perception of things of a similar nature and 
other objects seen before, association of ideas &c. Aftiu. 
raising or contracting of tlft # eyebrows &c. 

^ Too plain^to denied explanation. • 

® Extravagance of joy, intoxication &c # , as in 
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m^TS^JTr^ftfT: 


&c. in the Shi. Yibli. drinking &c. Anu. faltering 
in speech, drousiness, &c. 

t Knowledge of objects of familiarity in dreams as in 
Ac. Yibli. sleep &c. Anu. ejaculations 
in dreams Ac. Yide Has. P. 86. 

s, Sleep brought about by languor Ac. as in 

Ac. vibh. suspension of the external functions 

e. * 

of the mind; Anu. closing of the eyes, immortality Ac. 

See Kas. p. 85. (X 

* e Unfolding of the faculties, waking as in FTTO ft 

$ Ac. Yibh. passing away of sleep Ac. Anu. 
rubbing the eyes, snapping the fingers &c. 

K Shame or bashfulness. Yide Ras. p. 79. Yibh. con- 
scious impropriety, defeat Ac. or the sight of i>> man Ac. 
in the case of women. Anu. hanging down the head, 
covering the face Ac. 

r Possession by a demon, planetary influence, epilectic 
convulsions Ac. as in & c * Vibh. excessive fear 

or grief, solitude Ac. Anu. trembling, falling on the 


ground letting out the tongue Ac. 




^v;7ptnTT U 


3 Stupor, deliriousness, perplexity &c. as in 


■ 4) 


I 


Ac. Yibh. fear, painful remembrance Ac. Anu. insen- 
sibility, rolling on the 1 ground, loss of consciousness Ac. 


v* Prudence, considerations, conclusion as ih [%- 

^ f^rr Ac. Yibh. study jof the shastras Ac. Anu. 
acting in accordance with the knowledge gained Ac. 

<S Indolence, aversion to activity &c. a^Vn 
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^ ^.,g. &c. Vibh. waking weariness, pregnancy, 

meditation &c. Anu. tardy and reluctant motion, yawn- 
ing &c. 

^ ^ Agitation or flurry as in 

Ac. or in 3Ag l Wfi &c - Vibhl the a PP roach ot ’ 

an enemy, the prospecWof (ganger &c. Anu. sorrowing, 
trembling, haste Ac. 

« Consideration, discrimination &c. leading to a 

settled conclusion as in ITU HI &c - Vi1jIl 

perception of doubts &c. Anu. raising the eyebrows, 

moving the Angers Ac. 

c Dissimulation, an action of the^ body to conceal 
some mental disturbance as in ^ c * 

. - . 1 * „ r<«nnVinrt 111 fl 


modesty, turpitude &c. Anu. acting or speaking in 


* © 


manner different from the real object. 

K Painful condition of the mind as in 'Uf&Ut'P 
&cj» Vibh. bodily ailment, separation &c. Af u. bo- 
dily symptoms, sighs &c. ^ c 

-! Utter loss of reflection^ ^leliriun^ as in sresTHW 
nsrara &c. Vibh. loss of a beloved person, morbid action, 
reverses of fortune &c. Anu. lamentation, incoherent 
talk, laughing without cause &c. c 

3 , Despai* or loss of energy as in &< * 

Vibli. failure in achieving th% desired object and the 
consequent prosperity of pother, loss o ^wea i c * 
Anu. sighing, a cUsire fof death, palpitations Ac. 

» Impatience as in ewsRHTT#?! V WtWltf & c - Vlbl) - 

i- *’ .* 


( 50 ) 




?r t. i 

srTrtnrre ^tht ^nr^rc h * 

That is a ssnsfT^Urt the ocean melting all salt into 
water, which, not being interrupted by any feelings 
contrary to its nature or otherwise (which might arise^V^ 
in course of its development), blends all of them into 
itself as Rati the SthdyibMva^ in the Mai. Mad., 
which is not interrupted by* the® Bibhatsa, occurring 
in the fifth act where the Shrngara is still present 


m 


expectation of a # lover, desire for union &c. Anu. un- 
easiness, hurry 

Unsteadiness or rashness as in STJRig 
<&c. Yibh. jealousy, hatred, passion &c. Anu. reproving, 
using harsh words, wilful conduct &e. ^ 

mw: ^^TWTRt I 

tl: I S R" 

fr4f i <pk 

wm OT- 

qRFTvRT *IRR Com. It will be needless 

to furtfier enter into the minute discussion introduced 
b f the commerftator.* Another definition is ^TRriqftRRftR- 
I WKm #RR: ^fWR 3RTCS: ll^ide Ras. 
p. 31. •• 

t Every pl#ty has one printip^l sentiment which is 
called *vTRf a HRFT or Rff • • 


in the words im f| &c. It 

^ should be remembered, that a Bhdva will be contra- 
dictory to the prevailing one, if the of them 

both be the same, but not when they are related to 
each other as Anga and Angin, where the one con- 
'r ^ tributes to the growth of the other. But in case 
where two Bhavas are represented as independent of 
each other, and not Mutually related as subordinate 
and principal, it shoTild be understood that they are 
not independent Sthayibhdvas, but that both must be 
contributing to heighten a third whfch is the Stha- 
yibhava there e. g. in the verse 

&c. in the Mai. Mdd. and the 

Sthayibhdvas of Shrngara and Bibhatsa go to help 
1 the development of a third viz. which is the 

Sthayibhdva there. 

wwm srefrf^n: ii 




4 * 
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These permanent feelings are eight in fiumber 
viz. Tin, IjTTT, 5fN>> sftta, 3FHf, *R> and 


* Vide Dr. Bhandakar’s yjtfe on the verse and the 


commentary of Jagaddhar^t. 


t Ivav. Pra ®\ 


.4 & 


( 52 ) 


( 53 ) 


giving rise to the eight Rasas stjTft; fTT’iJT- tT3f, 

#C> RRRT RW'tT and 3^. A Rasa is nothing * 

more than a ^TFEfVRcr rendered enjoyable by a sen- 
sitive specter (x*r: ?? iisr 

^rgTf: i ~y f 

m^PTTPTVJT^tftrT WrT?3 * 

5fq is looked upon by some as' 'be ninth permanent 
feeling, giving rise to ^TFrT the corresponding* ninth 
Rasa, but here its Stluiyitwa is not recognized.^ 


* Kav. Pra. Here it is immaterial to enter into the 
discussion, whether ^ or is the of 

for it, Yide Kav. Pra. p. 124. 

f TO4iKNfbH j ir??Tf?r !••• i 

cTOlPT ^TRftcTrf^^f ^irRTTMdr'.T PRmFRT- 

i Com. 

Critics are at variance on this point. Some think 
that, in as much as Shama implies tranquillity or exemp- 
tion from mental excitement, it must be excluded from 
the drama, the object of which is to delineate and inspire 
passion, though it kiay be a ( il6wed a place in moral or 
didactic 'poetry. Others urge, that, since the jesticula- 
tichis by the actbrs who are not affected by terror, anger 
&c (< produce impressions on the minds of* the audi- 
ence, it is the state of < their minds that ought to 
settle the question, and since t^e^ are capable of exhi- 
biting the Shanta Rasa by listening to tAc performance 
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Thus there are 40 feelings or mental conditions 






4 


silently, by keeping their mind free from any external 
influences &c. it must be allowed a place in the drama. 
The quotation subjoined contains an interesting discus- 
sion on the subject, and will not be out of place here. 

v£l 

“strus r i 

3?^ ii " 

i r i cr«rr(|— az ^WTHifdi-irduu: i 
Ri ^t#t tr* wki* 

I RR RSRT OTIflRR^fuiT'Iiy-tTiJ^'IIU/rifrlOfl llrJjg I 

R wi^wi^ 4RyR^Ripfi' 7 rt jfa- 

JTcrRfrakr rtRr wfi# 

3RRJ, i rr Hrsr iftci^nflur ftfifuRr tiRutirntf«r%’RPi 

ftRR^tiTJsRTRTR: tnsRPT ffti Rist ^rr^urryuui'm- 

-sfc? f^qfifuum r^rrtci, i <wtfvy.-ui. 

•rnirr^R rr u'muj(.c> u’i utC- 

=^tt * i -3i% R>ftRt ; RrR;t — 


t 


tttr rf# fft | 

RTRf? rt: n» 

•v — _ _ ^ 


f^nf^n 5ifRt ^Rjflfcr i nm ri* 

5IT'3l t% RRtffcwTTRWtR Rtfr ^WflRRJTSjmnaif^ JjqqtRi 


( 54 ) 
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viz. the 8 Sdtvikabh&vas, as many Sth&yibhdvas and 
the 33 Vyabhieh aribhavas. 

tFT^T: ^JTT^. I 
Tt^^TW^T ?T I 

former '• 

^T^ ;; is the manifestation of overwhelming delight 
generated by the complete identification of the mind 
with the objects represented in a Kiivya full of the 
Sthayi and other Bliavas. It is of four sorts, named 
after the various corresponding conditions of the mind, 
■viz. or unfolding, or expansion, yrit or 

agitation, and or displacement, based on which are 

the foul sentiments snTtT^ and rriT gi'big 


>, 



• c 

(■ ''S 

SRI RTSf vrt: ^1/ SRUTT W.’ 

fk tRfr^jr u 

< r Rasagaflgadhara. 


‘ * 

* fray crri- 

r ®V , 


rise in their turn to *RR3v and 

y* t W T PC i s defined as follows : — 

i 

r; iNr ^ft^TFWrF^T: II 
ar^TTTT'yr ^pim R v Tji' T Tf^'f%%'. I 
SPtHt ^tdTTTSTPT FT fa*TT II 



i 


It is of three kinds + ksrqrir and irUTR- ST^TIR 

is the nonconsummation of marriage on account of 
various obstacles, as in tlm case of that of rrmfr^t 
with y rfi it 7T- or of with ur-Ty. If has ten stages§ 

such as srfvRrrt as in srrisrfi ^ufrq^iTT & c -> in the 
Shak; srnFT a s in &c. in the Viddha; *ttgrt 


if ^TTT^Tf?? W^apff TO: I 

o 

ityr^rcr yftrft o •i.i'i-trr'JTnRtfirin^uT bir i 


Com. 


t It is thus derived ij.d ft U ^1^5*15151^3^ : I g* 1 *- 

* tuKrqftr: ^jiit ?ft iftft ii * * * , 


ful 


+ Reduced to two by some viz. Sambhoga o*’ success 
1, and Vipralamblia or unsuccessful, %ve. Vide Kuv. 


Pra. IV*and Ras. p. 34. 

§ <f3iTTOr: h i Pjfatfwiiitnq- 

etPTt-nM : sTO» J *l tpd %ft y*3*i 'kl^ny \\ 


« t. 


4 * 
0 
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as in &c. i* 1 the Kum. and others whicli 

can be easily gathered from any play. Bana has the 
credit of making the hero of his Kad. pass through al I 
these stages, even through that, of Tfjyj or. death. fqjjjfprf 
is the separation of lovers who have fixed their affec- 
tion deep into each other, either through or 

arises from various causes. That arising from a 
breach in the performance of the^several duties of love 
Ot^Wt) ma y he on both sides. The verse 

i n the Uttar, is an example of the? 
lover being jjpfr- &c., are other, 

varieties of This is capable of being driven away 
in six ways (*nfrr ), and is 

called 3j^;, <75 or i n accordance with the great or 
small effort required to make the Nayika give it up- 

The verse ^ 5 %: PTwirelttW-i JTH &c. in 

Amaru, is an example of Viprayoga by qqrFT- An- 
other is vhe separation of from from an 

unthought-of cause. The last is in which 

all things beingtfavourafcle, the lovers, deep in love 
and acfcng in perfect harmony, enjoy the happiness 
ofeacli others company, as in f^qfq- f^rrfqr & c -> or 




> 


" ,3T 3^ mrfr” frsTfajft i ^ 

(fa 


r 


l* 


i$ <• 


( 57 ) 


RWRl &c. i n the Uttar. Shringafa being the 
prevailing Rasa of many dramas is dwelt upon at 
some length here. 


The names of the remaining seven Rasas are ex- 
planatory of themselves, eft* or the sentiment of hero- 
ism is of three kinds, as it is characterised by, mercy 
as in the case of sfpjgSTipr hi the Nag., or valour 
as in the case of Rama in the Vira., or munificence 
as in the case of or Bibhatsa is the Rasa 

of disgust inspired by filthy objects &c. and occurs in 
verses like &c., in the Mul. % Mad. or stqqf- 

&c -> in %e Yira. Raudra 

or the sentiment of furious passion, expressed by 
violent gesticulations, angry words &c. is such as is 
found in v&rses like &c., in the Veni. 

or ^cT irSpHhrrct &c., in the Vira. or the mirth- 
ful is common as in fqcuff *jt*T*PT &c., in the Pra. 

or im &c. It is of six kinds : — 

Smita or gentle smile ; Hasita in which the teeth 
are a little displayed ; Vihasita which is hhafecterised 
by a gentle exclamation and contraction of thp eyes ; 
Upahasita or ridicule; Apahasita which exhibits tears 
and motion of the shoulders fcc.^and lastly Atihasita 
which is ^convulsive laughter accompanied by an over- 
flow of tears &c. AdbhutA or the amazing is such as 
is expressed , in the verse fqq &c. in 


thd 
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Rasikajlwan or in &c. The Bhay&- 

naka occurs in verses such as ^ q'qqT J- f^ ^ Tu nu fee 
in the Rat., or in tfrqrwnnTTFq &c. i 11 the Sh&., or in 
passages such as ^ WT^rf'TTTT^: & c * i R tile 
Mai. M&d. Karuna is pity excited by the occur- 
rence of misfortunes &c. It is the prevailing senti- 
nient of the Uttar., the master-piece of the poet 
(Bhavabhuti) and occurs m torses like 3 * 5 ^ 

&c. in that play or in gjfq- iftiVrR r<T &C. in the 

Kumar. 


SECTION IV. 

& 

SfrfcnSFT'ITJW '*rrt 

Nataka being the first among the ten Rupakas, 
in as much as it forms the or stock of all the 

other sgedes, which are its offshoots as it were, and 


is the most complete type of a Rupaka, is first 
described. * 

k a v 

The ^nqiT or conductor should appear first and 
retire having jecit^d the (the benedictary verse 
or verses with which a play begins) which is thus 
defined in the S&h. j&ar. : 

i sn&rftrsfort tV 


( 59 ) 


4 . 
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^ II It generally consists of 8 or 12 ‘padas’ ; but 
10, 16, 18, 22* or even 53f may, also, be allowed. 
Some think that the main points of the plot should 
be suggested in the N andi.* The term ‘ pada is 
variously interpreted. It is taken to mean by some, 
a quarter stanza, by others, the ending of a noun or 
a verb, and by others still, a sentence. ( qr 

Sometimes it is understood to denote half a stanza 
also. 




Another actor, called (for he establishes the 

topic of the composition as it wsre), should then 
enter, and indicate the subject in the form of the 
or the or by mentioning the name of the 
character f/ust about to enter. He ought to please 
the audience with sweet songs bearing upon some 
season, and suggest the subject in accordance with the 
vTTTrUTfcf’ which is a mode of talk in Sanskrit carried 


pftq qr i Jifiw qWftr sr ii quotpd by 

Dhundi in his gloss, on the Mud. 

qf: I Natyapradipa. According ,tc ’ some the rale 
about thf/ number of ‘padas’ in the Nandi is not alwkys 
to be observed. Matrgupffuthinks that the number of 
Padas should be 16. / « c 

t Vide Shak. where the consists of 53 


I 


( CO ) 


<J )1 by the ur. ( -qR^mfrUTFir ^qPTlfir srcr«W )• 

I here are four kinds of this qf% which are 

JTftTq and arn^r. qrpqqr is that in which the 
attention of the audience is invited by expressions of 
eulogism bestowed on the topic to be represented 

( qq q3T*TT?T: JTCt^r) as in the Rat. 

f^rjni: TR'TT^Tr girarffufr &c. cftyft and q^TR 

will be described in their projicr places. 

*TZT WV'T 1 

*^FT n^Trrr#fT f^flrF’IT WTHpR || 
STFTr^ rTr rT5T W^FT: JT^rFfT^ | 
ST’TrFrfrTSr’TSTPT [ ^TWTTFT ] II 

That is vrrgj^ or qTTfPRT. wherein thf conductor 
<>r the chief actor holds conversation with the actress, 
or his assistant, or fqjqqr &c. bearing on the business 
to be introduced. It is of three kinds* spft&ra. 

and quiUlMAlU- That is ^»Tr^rwf wherein a 
character enters, having caught up the words of the ) 


1- 


Tf'P is of five kinds according to the Sah- 


y<n^RT •, trSlurfaJorTOwr i 


\ w k v f-* ’ * " « *1 • I 

II ) The Das. Riip. however classes the 
and the under tlie 

t m qsf ^f=rq: i 

f^N ii 


Digitised by Ajit Gargeshwari For Karnataka Samskrita University 


( Cl ) 


Sutradh&ra, or their meaning, as the entrance of 
UTTT-.TOjpjr in the Rat.., who catches up the words of 
the q-rvur jrfrTTT'^FUTTT'T & c -» and enters repeating 
them; or that of in the Mud. who takes, in 

quite a different sense, the words qruf: F 
■^^qu^fuTiHTJT &c. of the qq-Ttr and enters repeat- 
ing them in connection with his own thoughts. Thus 
there are two kinds ofqrvjT^qq. When the entry of a 
character is indicated 'Iby the description of the qua- 
lities of some season, which arc similar to those ot 
the character to be introduced, that i9 called qqrTq; 
e. g. 

^T^T: I 3c*TR *PpT*- 

U <T?r: JTT^rfrT qqrfrfqst TR: * When the entry 
of a qqq is indicated by the with the words 

“ here he enters"" that is spTFTTfrnr^ as the entry of 
in the Shu. after the words uq TJ^ &*'• 

ofthe^qqn:- ■/ 


This being done the hero, who must be jfmqTrT, 
y well-known in history, J^rn of $ noble family, 


and a terrestrial or celestial king, should them enter 
and commence the play, which to /be hereafter 
arranged and exhibited in the order "described in tke 
three foregoing sections. ^ The ^frT^rT should be 
%, c. free from episodical and prolix intei 


J, 


ruptions, and dJ^e incidents consistent. Every thin 


( <32 ) 


in the narrative, that is unworthy of the hero, or 
discordant with the prevailing sentiment, must either 
be abandoned or arranged otherwise. The whole 
matter should be fully determined and then divided 
into five parts and arranged into acts introduced bv 
or g lrara as necessity may be.* 

The principal Rasa should be well nourished by 
means of the several Vibhayas/Anubhavas, and Vya- 
bhicharibhavas.f An act should contain the proceed- 
ings of a day (although periods of several years may 


( 63 ) 


* p fate® ® I 

' pRFTHfT || 

fVm.' ii 4 V. 


The subject matter should not be spread over any 
varied length, through the desire of depicting the 
Rasa, so that it should lose its interest; while the 
latter ( ^ ) must not be subordinated to ornamental 
figures &cc* There ought to be one main Rasa which 
^Rould be either shrngara or Yira; the other Rasas 
should be introduced as contributing to its develop- 
ment, although Adbl/da^an be* introduced only at 
the end. t 


be compressed ‘into that of a day), maintain unity of 


interest, and be carried on by three or four characters, 
all leaving the stage at its close. A X a taka as a 
general rule should be divided into five acts though 
seven are allowed at times; a Mahanata^a has ten 
acts.f 


■j: 


Things such as long journeys, massacres, wars, the 
overthrow of kingdoms &c. should not be represent- 
ed in a play. They may only be # indicated. The 
death of the hero also is not to be represented. The 


k necessary matter should not be omitted.j The piece 


<■ h' 


<4 


HWmTOTOfiqWHm: II 

• JFKfcm i 

^rif nrc:i; tto; ii 

* h Htfaroii ^3 ^ i 

TO 11 Hf^«nS^5JS*(TO«J®h ii . 

t TOfft^^r ite sjJiK $ qr t* 

tot: Hi ii 

j; ^roqin qi to i 

HTH57HH II 
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should close with a prayer, called the vpcrT^TTCF?’ by 
the principal personage, expressing his wish for 
general happiness and prosperity. 

These are the general features of a Nataka; but 
these belong, mutatis mutandis, to the other specie^ 
of the Rupaka also. Of the remaining Rupakas 
we shall only describe the as it is commonly 

read by students, giving thef description of others in 
Sanskrit. 

3PT SWT Trr*rcTT W I 

sfftsPSTT^ HTTPT W^rRP^cTTq- | 

% fe’TT ^5: TOTT rPH II 

T^tTT ^PTr WTTfT WTFTT I 
WrUT Jnf^TFTTT: ) l 

sttYh: ^Nrr u 




frtfir =t ^ 11 

ir 0 a 

r f nis accounts tile monotony of the plots of Sans- 
kritodramas. It should also c .be noted, that the tragic 
result finds no place in Sari&kkit plays, as the death of 
the hero is strictly prevented frcnn being Represented or 
even hinted ( q^Wf^rrfa C&n. ). 


<« 

- 
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The Prakarana agrees in all respects with the 
Nataka except in that it takes a less elevated range. 
The plot ought to be a pure fiction drawn from real 
• life. Thte hefo may be of ministerial rank or a 
Brsihman or a Yaishya. He must be vp^jpirFcT, and the 
Accomplishment of his object must be thwarted by 
difficulties, misfortunes &c. till the final catastrophe 
is reached. He should be devoted to vp*, sr^T and 
The Nayika or heroine may be a maid of noble 
family or a courtesan. Gamblers and other persons 
of a low character should be introduced. 


y* 


> 


A * 


Of the Uparupakas we only need define the 
Natika and the Trotaka. 

^TftTTT r -^^r ttt i 

rR- TPT ’JT. II 

jpo’tttt i 

rT^T T’TFHT ^[t 4 ^T?iT )> 

HTTT^T TTYYrt HT'cTT HTHTF II 

M-rr.'JTTGfH^'TRTHvH T: l * # . 

aT^THTT *TTTTP'TT II f 

HTT cf^T TTTT WTTT: I 

'%fawrsr?rf*3i 11 

5 * ( r . . 


c 


( 66 ) 


Here Ndtika is also defined, in order to distin- 
guish it from the other mixed compositions. The a*. 
hero should be a king and of the kind. 

should be the chief sentiment. The queen should 
be a grown up lady, and the union of the heroin to ^ 
who ought to be &c., with the hero should*- 

happen by the consent of th? queen. The ?nf^r 
should be introduced through t her connection with 
the harem. The hero should proceed always con- 
templating diff culties from the queen who is 
&c. All «the four Angas of the Kaishiki Vrtti should 
be brought in and the Natika should contain four 


acts. 

The Trotaka is thus defined by Vishxvanatha in 
his 


?niT rfcSTTf : JPTf U 


A Trotaka should contain 5, 7, 8 or 9 acts. The, 




characters to be introduced should be both celestial 
'■ec well as tem&trhh The f^qpfr should* be present 
i^ each act from w&ich it follows that should 

be the prevailing sentiment. 


& 
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A Bhana defined: — 
* 


mm* ^ i 

Prj'T: 'TF'STTT T^Z". II ^ ll 

, v * I 

vptht *tpcPt sfrfcTcnr i 

^rrfr ^ n \ u 

A Prahasana defined: — 

rTgT^f^r % V 7T II ' 

A Dima defined : — 

fV*r *k* srftrt Prt i 

^rTTO ^^ptw^^TffaTT** • 

^TtoPrsn^rr* ^n^rpr^^rTh U , v k u 



y 1 C 1. Cunning practices of^gamblers and otlier^low men. 

i -*/ 2. Addresses* t 

3. Mention, description. * * ’ 

4. Thpe are ^ 

H t ii ( ^rrf^r^'Wn. X 

5. WWt; V- { 
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<k 


mriTOT: | 

^JFqfTTTF5T fr^TOSTfFT I 

T%m II \ II -, 

A Vyayojga defined: 

^TT 3 TT I T: WffcfrTTO^nT: I 

frfr fun: fttVjfttot: u Vu 

BT^rfffn^nninr srnr?TW7 *p?t i 

ourfrur srffafr. u ^ u 

A Samavakdra defined: — 

ctt^ nu^^Rsrr srnn# nr^rff^ i 
wm fwt ^ fuffuTTRu nnf: u \ n 
^rpfr ^%fwir tort f^rrom: I 

irnfawcrr: utt IR u 

q-j^t^nr: nt ^srorfaTOTf i ^ > 

ff#TO.:^FnT: 37FTT 5M#f: I 

nri^r nftw^q II v 11 


) 


\ 




*3‘- ' 

nT^^^rnf '• u *\ u 
vrqpWin: ^trt nra t^'Tstto^t i 
J fr^TfTPT T'TT^m f flcSTfnn *PTT II \ U 

A Vlthi defined: — 

=rpft <j fli'T^ l 

rn: toftoj. 11 ’ u 

nffTT sncTFFTT ^r%r|^g;F^Tf^PT: | 

uf frft ff-nuTO frTOTFufrfArTT 11 '< u 

An Anka defined: — * 

TO|fe^rif srw<r i ;n f ^tt i 

TOPT SFT^r: PTPTT fr TO STTlTcTT TO*. II \ II 
nT^nfafrTf^TU: TOUF^m: I 
nf^T nf FTFiUof cRT SPTTOSPTl' II \ II 

An^hamrga defined: — f ( 

ftr’nurfTnn %i( fenfann, i 

) TOf^’TT^TPT’TlTTFr’T^^ FTOTF^f II \ fi < 
To^TUT ftn^rTFT-^T FTT’TTnTTJ^irn l 

aT-mU'Tf TnfVf ScT ■ II ^ II ‘ 


-V 


*. Calamity such as sieges, wars, devastations by 
storrus &c. 

( < 

A ' " i ' " 


* =rrfr^r .vffer faterapr: > Com - 

*. ( i- e. ^ < c 

3. By being misinformed ( fqq^f^RR^). 


$ * 


\ / 

( 


/ 


/ 
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Here Js&tika is also defined, in order to distin- 
guish it from the other mixed compositions. The 
hero should be a king and of the kind. 

should be the chief sentiment. The queen should 
be a grown up lady, and the union of the heroin^ 
who ought to be §?** r &c., with the hero should 
happen by the consent of •th^ queen. The 
should be introduced through Jher connection with 
the harem. The hero should proceed always con- 
templating difjculties from the queen who is 
&c. All the four Angas of the Kaishiki Vrtti should 
be brought in and the Natika should contain four 
acts. 

The Trotaka is thus defined by Vish#ranatha in 


^ * 


his 

A Trotaka should cQpipin 5 , 7, 8 or 9 acts. T'Jje 
chambers to be introduced should be both celestial 
•a* well as teSestri*). The should* be present 

each act from wjjich it follows that should 

he the prevailing sentiin^t. 

• U • 


\ •• 
. * < 
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A Bhana defined: — 

RRR; RTRRrT RT333 3T l 

rjr: fkz: II ’ II 

II ^ II 

HJ’TRT RRT ^fcTrR. I 

RRVTRrmft ^rrfT r H \ u 

A Prahasana defined: — ^ 

r^cM^FR RRT Jjl 

A Dima defined : — 

fiR sr% arr%t rrtr: %flsraff £rt i 

JfrTTTT » 

r: ^n^rPTR^Lcrr./i A u 


^1. Cunning practices ofjgjpnblers and othendow men. 

2. Addresses* m 


3. Mention, description. « ^ m 

4. Thjjpe are t 

^ ft u ^ 1 

5. # / • 


* 

0 


rW V. 


^f\b snrfNrr: i 

^R^^TTOR^^fTOjnR 1 : II ■», II 

TOR I 

T%rr: ^ H ^ U 

A Vyayoga defined: — 

^RfalrTT rrr: WKT3RTOSR: I 

fRT *mr%TRrrTO 4 rt: *5t%jrtot: ii Vu 
rtjrtojr w i 

TT^TfT^f^r^T RRRT II ^ II 

A Samavakdra defined: — 

efrpl TORR>srT RWR I 

wm 5R5 ^ >' 

^tRT JtT%%^PTr TORT ^RTORT: I 
5T^V^Trrf%W?rT: ^r T'J^ I<T$ U ^ <1 

^j^faTOR i 

^WiaTT^r^f^rnTf^n^ mi \ n 

llr^TR^RRT: ^TO ?KWBT: | 

^Ir^TR^T^R «TTR^TT II V H 


\! 


} % 


Calamity such as sieg^s^ wars, devastations by 
storms &c. \ i 


v: k' I /" 


top^^rtrirt: *T- 1 

JT’TTT’TTTW^ ^TORTTTO R3TO : III ^ U 
vrJTpWw: ’spirit tot srrrtt i 
RR 1TH *PTRR §*flRf*R *RT H %. U 

A Vithi defined: — 

4rt 5 %f\i «+jf yR jHrs WR5. 1 

tr: *£TO<| TOTR: ^%TOT TOTTO5. H II 
^ttftt stortt wtrtwR^fcfa'- * 
tR RT>ft foRTOTT ISSfaRRIRtfaRT II '< II 
An Anka defined: — ® 

^cRR^Tf SRRR fR f^TT 5TT^r^ I 
TRRT SFT^T: RRT ^rTR: R?RT TO: II \ II 
^^falr'lt^TTr: TOT^R^f: I 
RRT RRRR cRT SRTO^Rt II \ II 
An c Ihamrga defined: — fi 

fk^RTft^t ir R5*f f^f^npi; i 

IH ft 

TORt vftd^RTO f^Rf^K^-tb^ c 

II ^ It 

* vrrft^r ?ira# a ^ivffer f^ifnjn: i Com. - 

*. < i. e. tffcRR^" ■ 

k. By beke misinformed ( RT%fRRI.)- 
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t?ttrfi %£ it 

^^fcT wi ^ TlfTcW. H \ U 


CHAPTER III. 

A Mahakavya should he Hivided into cantos 
neither tediously long nor too short and never less 
than eight and more than thirty in number * It should 
open with a vfrse or verses expressive of a blessing 
conferred on thq readers, or a salutation to the fa- 
vourite deity, or a hinting of the subject matter (sr?- 

Dan. 1. 14.) The hero 
should be either a celestial character, or s Kshatriya 
born of an exalted family, or a race of Kshatriyas, 
possessing all the qualities of a Dhiroddhata Nayaka. 
The chief ^entiment should be either Shrngura or 
Vira or Shanta. The subject matter should be ar- 
ranged a« hi a Nataka with the necessary changes. / 
The Contents of the next canto should be indicated \ 

* srr r rrrt i 

o q 

R8cFTJ£ II , 

i 5{RRRi 


II Ishana Samhita. I, 


RTR^JT 

n (r> 


' > K ■ 
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C 

,at the end of the preceding one. The cantos should 
h$ve the same metre which should change only at 
the end though (in some K&vyas ) a canto is occa- 
sionally found consisting of verses in different 
/ ietres. # The object should be the attainment of 
'•-rhe four human ends viz. and 

Great cities, oceans, t|ie sun, the moon, the seasons, 
gardens, sports in wafer &c., should be described in 
it.f The subject matter may be historical or other- 
wise, provided it does not violate the dignity of a 
Mahak&vya.f ( 

Khandakavya or a Sangh&ta is a ihnall poem treat- 
ing of one topic and consisting of verses of uniform 
metre. J Muktaka is a poem consisting of one verse 

ic .. . 

* RfR'It JTUrN RTW: gr: I ajflf’fr RPT 
^RSRrfRR: it ^rr: j?srr R i siRrRir^- 

TORtr^fft TO II TJRfRJR: I 

RR'fRJR: grtfr II Sahitya Darpanai 

V ( 

: i r%R^r%rtsr jRrfrrwR: * 

RRR ^^ffir^Handin I. 15-19. 

t SW R I Sah. Dar. 564 

‘ to c%r%r t°rr i < 

R VRfRRT II I 

4 ( ^ 

' * / 

( 

/ 
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only.* * cj-pj is a collection of verses that have nothing 


in common, while Vraja is a collection of verses con- 


nected together.f 

Of the prose Kavyas we need describe only <a 
Katha and an A'khyayika. A KathuJ is that whicl 
is written in prose mixed at times with an Arya, 
or an Apavaktraka, and the sulqect matter of which 
is highly sentimental e. g. Baiia’s Kadambari. It 
should open with salutations &c. in verse. The 
language of a J£atha may be either Sanskrit or the 
various Prakrit dialects, while that written in 
Paish&chi is called Brhatkatha.§ 

In an A'khyayika everything is the same as in a 
Katha but in it the author should give an account 
of his own family as well as that of Sthers e. g. 
B ana’s Shrihars'acharita.IF 



* grftT: ^ I Agneyapurana. 

3^6, Jr H gqifeT^<H: II Sahityadarpana. 

t 1 w: f^^rr- 

T% I Sahityadarpana. 

* § ft ^ i ^ 

4 ^^TD^II Dandin, 

^ *vti Sahityadarpana. 

/ ^ 


1 1 






Some think that an A'khyayika is his own account 
related by the hero himself, while a Katha is that 
which may be related, even by others.* Dandin, how- 
ever, rejects this opinion in the words srfq- 

Now A WORD AS TO THE STYLE OF COMPOSITION. 

The different stylc^ ofNvriting a Kavya (fprq:) are 
three in number according to Vamana viz. jfffb 
and Vishwanath recognises four, adding 

to the number, while Bhojaraja and others enu- 
merate no less than six different styles of writing, f 
Dandin, however, notices only tWu of these 
and as widely differing from each other, and 
dismisses the remaining four as not materially differ- 
ing from thiese two. 

The following is the description of the Vaidarbhi- 
Riti given by Rudrata. “ WT 


The ten qualities or excellencies peculiar to this 
style, which according to c Rlndin gz to forril its very 
life, are given by him in the following couple" - “ 

T" 


* -v fas i ^ry^-rq qp^i^n 


qr i prgqirqf^Fqrql n 


r d* tq-# qrqfc^r mu 

tffOTT^FR'qt %fcf qWr drafts II 


\ 
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uhtt: *rtmr wmiw dtp: ^n%?r- 

U This Riti does not contain lengthy and tedi- 
ous compounds and abounds in soft letters. Its chief 

characteristics are its ease, perspicuity, ingenuity &c * 

\ 

All that is opposite of this characterises the Gaud i I 
Riti. It is full of long compounds, abounds in alli- 
terations and hard letters aiid in it the sense is often- 
times sacrificed to the beauty of words. This mode 
of writing is thus described by Purushottama: — 




< 




*"Cf. Bilhann :— < , 

? 3T=T«rffe: 7 r ’?fcflra«fJTsf-JT^fh: I 

' iTWdnj; fjfipTn^fct TTRilf 


/’ 


V 


v \ 

c /icra. I. 9. 


Appendix. 


{ 


(f 
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I* r ERSES ALLUDED TO IN THE FOREGOING CHAPTERS. 

' 1 1 

#FTS<jt jjp PTMiRP^fr Hdi^M 
<=R qfcfacT: tf. 1 

3I^5HT^5T«ht rP=ff 

% If. vpfcft P? WP f^TT 1 II 

r$ftf*u ■ rurff IJ l --si tl r^f v T*TT I ( 

?T4T fp TV; FTRt 'PIT II 

ll I >; dh putt ftMfr ^ warn i< ^ » 



vm: ufpn wiWiwtii i 

4 H M *1 M 1 ■* h 1 idi if !3U~ 

sn^ur^rriR^jl^il^T 'mft 11 \ 11 

ap-p: ef^o4ftfuid*Kl: ^O^Tlc'-lcV 
pmtfPDCcT: f'ULgT^TOT I 

ipu: 3P^ft: 'f-.W- 


/ 

( c 


{ 



dte tFt: 


sftrr: ftu*-" .f JTT: 11 v 11 


/ 

C 


%' 


£ 



T^JTT’fr^r 

Cl 

A Mahakavya si 
neither tediously Ion 
than eight and more t 
open with a v&se or 
conferred on thq. rea 
vourite deity, or a hi: 

should be either a ce 

born of an exalted £ 

possessing all the qua 

The chief ^entiment 

Vira or Shanta. Th( 

ranged a? in a Natafc 

The ‘contents of the n 
r 

txka ii ^ 

STS^ffcrg RRiF, 

II Ishana 
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w 

t% sramB'ftWn » ^ » 

3W¥t: »« J " 

are s t q^j-irmra. 

3T uriforr *r m m 

regdt m fT^r ^ HST^IW » c " 

BjJft fefror^ ■mm.tfc 1 

3^^ mm m *n*w m v^n 

^iftn^rrtT ** •* 

5RTT t ^31 mvwmmmim- u v u 

a^tre mm 

FfT ft:' I 

- " 51 1 " 

'■ %::^W w*%? ^3^ ^ * 

^ 9rot ^ ^4^ ’ 

tmt^ferrei 

rearf*^ ^ fflk^Pratfjg. " 


t 
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